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!«&*.*, introduction. 

The entire body of Examples in the former edition,remain as they stood before,with the 
addition of a few remarks, and some corrections made. These examples compose what is in 
this edition, called the Appendix. To the historical dissertation on the invention and im- 
provement of stringed instruments/and to the geometrical and other minute explanations of 
the system of fingering, which preceded these examples, is now substituted a more simple 
• mode of explanation, illustrated by such familiar examples, as it is hoped, will, besides all 
the advantages of an easy, pleasing and progressive practice, gradually unfold the theory of 
the general system with sufficient perspecuity. 

The first practice of this instrument, more than that of any otheT,is rendered dry, 
and unentertaining to the Learner, and his progress greatly retarded by the want of lessons 
properly adapted for his private study, which, while they might entertain himby theif beauty, 
and give him fresh stimulus by their variety, might at the same time, by their simplicity and a 

judicious arrangement,be the means of his getting over the chief difficulties of the instrument . 

..." ' ■" - ' .4* - [ . ' 

With this view, the Author has presumed that the Learner will have a better means of 

judging of, and correcting his performiance,by the practice and study of well known and fa 

vorite Airs, than by that of I eisons or Sonatas, the time, accents, and meanings whereof must he 

to a beginner, to say fhe least/ comparatively more obscure. T&Qr is it meant that his practice with 

§ a master or friend, should be confined to ihis; With such opportunities, the practice of the best 

*-£ music that can be pYocured, in every variety of stile, in two three or more parts, will be his 

i\ t? surest and shortest road to excellence. There is indeed a refinement of tone and expression 

I " necessary to an elegant performance of melody or air, which can only be attained by being 

% long coversant with a variety and progression of melodies, and the different expression which 

r £ mark their characters. This, while it is one of the greatest difficulties, is certainly the most 

valuable and best suited to. the powers of the instrument, and will also lead to the possession 

of its other great property of fine and expressive accompaniment; for whence can be derived 

abetter idea of what the latter should be, than from the study of melody itself? 

A knowledge too, of the fundamental principles of harmony, will not only contribute 
to the easier attainment of both air and actiompanimerit, but will also discover properties 
and effects in this instrument, which will be a new and inexhaustible source of enter^ 
tainnient, distinct from the performance of any written music. As the author of the 
present treatise knows of no publication that even professes to teach, or apply these 
principles to the violoncello, the favorable reception the former edition of this work 
has met with, has encouraged him to hazard a still more arduous undertaking,in or- 
der to supply that want in some degree: and he will venture, in a short time,to submit 
his labours to the publick on the study of harmony, or principles of thorough bass 
I and modulation, adapted to the violoncello, and on the study of melody from princi-' 
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pies, and the practice of the best vocal and instrumental airs progressively arrange d.^e 

In the course of this intended work", the Author will have occasion to refer 
to the best publications in illustration of the principles, but more particularly to 
a selection of Duetts by the best masters, for the violin and violoncello,which will 
appear at the same time, comprehending- a gradation of practice, from the easiest, 
to what may be considered as sufficiently difficult, and illustrative of the finger * 
board, and of the fundamental passages, the principles whereof will be found in the 
former work. In this selection the fingering and bowing will be particularly attend 
ed to, and refer to the rules in the present treatise; and notices will be occasionally 
given of the authors whose compositions these duetts will enable the Learner to per^ 
form, as he proceeds in their practice. 

The. rules given in this treatise for the management of the bow from$60to§65. 
originated in the author's observations on the different modes of bowing, practised by 
the most eminent performers, not only on the .violoncello, but on the violin, and in 
his own experience, during a period of twenty years unremitting practice,in teachings 
this involved part of the art; and he hopes that his description of the positions and 
movements of the joints Cccx will, by the help of the drawings referred to, be intel^ 
ligible to the Learner. The best authorities have been also consulted, but he appre^' . 
hends these movements and positions have either been imperfectly explained, or have 
altogether escaped observation."] V 



"if" The f;rst book of this work Avill be published in a few months tir.dtr the the titla of The 
School of the Violoncello, or an Introduction To the study of Harmony and melody consisting of prin- 

cipit'S un<) practice 4c, ' * . 

"| Turtinifc letter on ho^Vin^ toj/ludum S^rmen. Itnlr *V Kntflish. {Preston 97 Strand*) Simpson's 
treoti.se on the Di i/tnn Viol or Viol da Onmba Lat; & Knu : \G'36 • but more mirintt than ei titer,. Mozart inhis 
•Schooi for the violii:/ Crrr«':,ir:, 2. Ff'it ion, Atrgsbrrr^ \if)l)» 
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The THEORY and PRACTICE of fingering the VIOLONCELLO. 
Of the POSITION of the INSTRUMENT 
and of the FINGERS. 

§1. The greatest difficulty in the practice, as well as in the teaching" of the 

Violin, Tenor, and Violoncello, more especially the latter, from its larger size, unfor- 
tunately occurs at the first outset. So many positions and movements of the hand, of 
the joints, and of the fingers; probably all new to the Learner f must, according- to the 
general practice, be put in action at one and the same time. The attention being* divided 
between such a variety of movements, it is no wonder that many of them are altogether 
overlooked, and the worst habits imperceptibly formed. If w*- add to this, that the 
real principles or causes producing* sounds of the best quality, on these instruments, 
are all, excepting* those relating- to pitch or tune, very imperfectly or altogether un. 
known; it will not appear surprizing that such a diversity of effects are produced 
from this class of instruments, from sounds the most shocking* and grating to the ear, 
to those that are tolerably pleasing 1 , yet still far short of those enchanting- sounds that 
these instruments are known to be capable of giving*. 
L &&• The experience however of every day gives me fresh conviction not only 

that excellence is attainable, but that the tiriie generally thought necessary to arrive at 
it, may be surprisingly shortened,by introducing more method and simplification in 
the mode of practice, and by a more accurate enquiry into principles, and into the diffe. 
rent causes which concur in forming pure sounds, and occasion a facility in their 
< ver ution . 

§>0. The mode of holding the instrument is far from being indifferent, and 

we see several ways adopted, which are exceptionable, from the obstructions they op. 
pose to good tone and a facility of execution. The position which in these respects 
possesses the greatest advantages, is the following. The player sitting as forward as he 
can on a chair or stool, rather low, is to extend his left leg nearly as far as he can, 
so as not to rest solely on the heel, but with the foot flat on the ground; this is done 
in order to depress the left knee, which would otherwise oppose the proper action of 
the bow. The right knee must be extended a little outwards, so as exactly to receive 
the Violoncello between both legs, the toes of the right foot being turned quite outward s, 
so that the Calf of that leg which will be perpendicular to the ground,may be pressed 
against the upper rim or edge of the instrument, while the opposite lower edge is 
,:r<'«,M d against the lower part of the left thigh a very little above the knee, the upper 
ri)i *iil thus- 1-imTi i t hryond the knee,aridt! e bridge will be on a line withthe right knee. 
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as it is necessary the bow should pass on the iVurth string* in the direction of the b< ,a W\ 
a— b at fig": 11 of the annexed plate, about three inches above the bridge; for if 'the in. 
strument be held lower, the bow must be drawn on that string* in the direction of the 
dotted line cL..b.The finger board should incline to the body and towards the left shotrL 
der, as at fig;: 17. 

§>4i. This position should be repeated several times til] the Xi arner under, 

stand- it perfectly well, and can keep the instrument steady; he may then proceed 
to apply the fingers of the left hand to the strings, after having prepared them to 
extend to the proper distances in the following* manner. Let the fingers be bent into 
an arch like form; the first joint from their points should be near!} perpendicular 
to the Strings, stretchVl from each other about an inch, so that the distance from the 
fore finger to the furthest edg-e of the little finger 'shall be nearly four inches; the 
thumb resting- without pressure on the back of the fingerboard and lying 1 at right angles 
\idth it, and not far advanced; but so that all the fingers may proceed from" one string 
to another very exactly in the same direction; see fig 1 : 16. where such movement of 
the fingers, is expressed by the dotted lines, and by the lines at fig-: 11. which are all 
at right angles with the string's.^ 

SaV« In this position of the hand, the fingers will be at the distance of a 

semitone from each other, which are the distances expressed by the contiguous dotted 
lines, and two of these form the distance or interval of a tone., The position at fig: 16 
is perfectly calculated to measure the distance of a tone and a semitone, which in the 
system of imisic,is universally tailed the interval of a minor or flat third, and there- 
fore we shall call this the MINOR position in contradistinction to the position at fig: 17. 
which includes two whole tones, the interval of a major or sharp third; and thert\. 
fore called the MAJOR position. The position at fig-: IS. Formerly much in use, and 
originating" probably from the position of the hand on the Violin, on which it is 
indeed the best practicable, is given as a beacon to avoid; the fingers tending- to an 
oblique direction, as expressed by the dotted lines, cannot be corrected without very 
long- practice, which will be entirely avoided by adopting- the other positions. 

-H) . In ill is- form, let the hand move across to the fourth and largest string-, 

and ,it the distance of about three inches from the nut, let the first finger be put down 

+' * Jm»i ( >« if \^ill no* be interred from this, that tht :>t distances ought to be marked on the I'iin'tr board, 
I t(i,< ; ot aiiiwiij. the ear, this ivould be -the must * U'tjctual bur to its improvement - » -, < h j- tu be uccomJ. 
»li\)id * ; its own cMM.ise iu Judging of"m;d correcting MMrnds pr or/ticed ^ and i ;] t c -i ^ (I f ; ^htm ^ith each o:htr. ~ 
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and pressed against the string- ; then keeping- the second and third tinkers bent and 
stretched at their due distances, press down the third finger on the string-, but not 
the second, tho it may lie on it; afterwards press down the little fing-er at its proper 
distance; this being- done, examine whether all the fing-er* and the whole hand have 
kept their position; Compare it with fig*: 16. and correct any inaccuracy; then pro 
ceed to take off the little fing-er, but still preserving- its form and distance, and af 
terwards in the same manner take off the third and first fing*ers successively, and 
without quitting- the thumb, endeavour to, keep the fing-ers bent and separated as when 
on the string", at a very litte distance above it, very steadily for a few seconds; by this 
means they will acquire / in a short time,the accuracy of compasses; and the Learner 
may rest assured that a few minutes occupied in this, will g-reatly facilitate his future 
progress, and that he will thereby strengthen, and acquire a more accurate command of 
his fing-ers, than by an injudicious practice of several months. 

S> I * He may now inspect the first column of letters, c, d, e, f • at fig*: 16. 

the Violoncello being- supposed to be in tune7~ and striking* the open fourth .string* with 
the first finger of the riglit hand, as on the harp or g-uitar, it will give C, the lowest 
sound of the instrument; the hand being- now in the proper position and the first 
fingTer pressed down; the string- struck as before will give the note d, as marked op- 
posite to that fingvr in fig": 16. and in like manner the third and fourth fing-ers will 
g-ive the sounds e, and f; then moving* the hand to the next string-, which being- struck 
open, it will g-ive the note g-,the first of the second column, and by putting- down the 
first, third and fourth fingers successively, tht; remaining three notes a b and c, op~ 
posite to these fingers will be produced. And thus we have the natural or diator>?e 
scale of C, as represented in musical notes in the two first bars of the following* example. 



EX: 1 




0.-1-3-1- 

pi ;■ v.\< .i\ o 



0-1—34. 



piz* piz: 

pi ;■ zi< .iio. 

■SO. Precisely in the same manner, and with the same extension of fingers, the 

remaining- two scales in the above example are performed; that of G . on the third and 
second string's, and that of D. on the second and first string's; the letters by whuh the 
notes are name* are purposely omitted under the notes, that the learner may sooner 
attain the know'U dge of their names without such assistance. See the scale of G m the 
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f \). G,iii*. d C\ of iv huT\ih'n liard thus — -**- 
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s-ond and third column of fig*: 16\ viz: ^-a^bc; d—r — frr. Andth.it <>t D, in th< 

rd and fourth column, viz: d-e_f?g; i -.b-ctfd. The distance of :i t.jnr is marked 
above by a short line between the figures or letters; and the semitonic interval, by an 
■ c nission of the line, thus a— b_c#d means, that two tones and a .semitone are to be 
taken, 0-1 — 34. And in order to read all the intervals with certainty let the fol. 
lowing* inversion of the above scales be played pizzicato . 

x y 



EX; 2. 



-=--^Uj,i Jj, Jj i j^m- ^ ■> j i^i ^&U^MB'*^ r r ir r i f> i^h^ e 



pizzicato 

§9. The above notes are at the distances or intervals of fifths descending; and 

sixths ascending, the former are taken by moving the same finger only to the next string, 
or by placing the finger across both strings at the same time ; but thi* way is not so 
? practicable for the third finger. The Learner may observe at xx, th?t all notes in the 
spaces are taken with the first, or fourth finger, while those on the lines are the open 
strings, or taken with the third finger. Such observations, associating the idea of the writ.. 
ten eharacters with that of their places on the finger hoard, will prevenf manv mistakes, 
and tend to an early and perfect knowledge of the musical system, and of its execution 
on the instrument; there being in fact nothing throughout to be learnt, but intervals or 
distances, that is the situation of one note with respect to the foregoing,or following^hith 
are to be taken with the least possible change of position or unnecessary lifting up of the 
fingers> even in passing from one string to another for instance. In the above example fji 
xy the first finger is to remain on the fourth string, whilst the third is strtrhVl from it 
one tone, and goes on the third string, and afterwards on the fourth; where it is to remain 
whilst the little finger goes to the semitonic distance on the third, and so of the others. 

§ 10. The Learner after having understood in what manner he is to hold and 
manage the bow as particularly directed under its proper head hereafter, may now pro- 
ceed to the following example of an easy french air. There is a bass subjoined to the 
air, and above it, the same air is given in unison in the treble clef, that the learner may 
have it played on the violin, flute, or piano forte, while he plays the bass to it, observing 
to divide every bar into two equal parts or measures, which may be done by counting 
accurately one, two; about the time of a moderate step in marching or walking. In 
playing the air by himself he may at first take the more simple and longer notes, and 
afterwards the equivalent shorter notes written in a smaller character. It is also n< rcesviiy 
to observe that the notes of the bass are to be played shorter than those of the air, in 
* §G\ to 67. 
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order to separate them from each other by a sensible stop, and accenting* each, not 
unlike the pizzicato abovementioned . This manner of playing" notes is meant by the 
technical term, Staccato, The notes of the air, on the contrary are to be played full, 
and connected, in the manner of singing, without any separation or stop whatever , 
except at the double bars, ot at the end of shorter musical phrases or periods, such 
as take place at the stars, where some short stop is necessary ; and expressed merely 
by shortning the last note of such periods, and stopping - the remainder -at its length, 
as in the staccato of the bass, so that the first note of the following- phrase may 



begin exactly in time. 

French Air. 

Violin or _9 b ' * 
Flute. 



Violoncello. 



EX: 3. 




8^ 



i^P 



#— 



£ 



JI 2. *■ 



Count 1, 2, 



rrirrifTh* r 



Bass. 



mm 



EE 



3 



1, 2, 1, 2, 



rri'i h 



Hi 





rfii^irrirrnirnr^^^ 
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A» Ll» It will have occurred to the learner that no use has hitherto been made 
of the second finger; the following scale will show, in the second octave, which is merely 
a repetition of the intervals of the first, that the semitonic intervals ef, and be, which 
in the lower octave were taken with the fourth finger, most in the upper octave be ta- 
ken with the second finger. 

EX; 4. Extended Scale of C. 




^0-1-34 4-0-12-4-0-12 
°~l~ 3 i^£-*-hc c-d-ef-ff-a-bc 



2 1-0-4 2 1-04 43-1-0 



*-3~uZ. 
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S) 1^5. Thus the rule will always be in fingering- the key of C, for the two lower 
string's the first third and fourth finffers 1— 34«, and for the two upper strings the first 
second and fourth finders 12—4. The first of these positions will be hereafter occa 
sionully distinguished from the second by the name of the FIRST MINOR POSITION, 
and the second Will be called the SECOND MINOR POSITION. The position of the hand 
fiff: 16. is equally well adapted for both thejse varieties of a minor third. The following- 
example may be taken as an exercise. 



E 



O'/K 



£ 



m 



W=0 



1 I; 2 -- 2 ' r 5 ■ 2 1 3 2 




This may bt played in any g-iven quickness, but always so as to be uniformly conducted 
to the end in the time in which it is begun, and it may be gradually enc teased as it becomes 
easy by practice, to the quickness at \, and y. 

«vL%5. It may be observed of the three scales Ex: 1; that each octave consists 
of two bars, which divide it into two similar parts or tetrachords, of four notes each, 
the intervals of which equally- consisting* of two tones and a semitone: and that the 
fingering* and intervals of the three scales of C, G, and D, there g*iven, are exactly alike, 
notwithstand of the sharp' (#)on F, at the clef of signature of the scale of G; and of the 
two sharps #f and £c, at that of the scale of D. The reason of this being- once clearly 
understood by the Learner, he will see that all keys in the musical system, are in fact, only 
transposed or artificial scales, similar to, and consisting" of like intervals with the natural 
diatonic scale , whatever sharps (#) or flats \y) maybe at the clef of any given key. In 
what manner these flats and sharps arise, may be known by considering*, 

§ 14<. That the second bar or tetrachord of the scale of C, Ex: 1. is precisely 
the same with the first tetrachord of the next scale of G, as expressed by the dotted lines 

under the third bar of that example ; but that the second tetrachord of G, d— e #fgr, ia 

not the d_ ef_g- of the scale of C, nor can a semitone take place in that part of a second 
titr;tf hord of any v<u!<*: with a view therefore to enlargfe that semUonic interval to i 



r^%^*^*^» 
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whole tone, and of the last tone to make a semitone, the f is brought forward or sharpnud 
a semitone, d_ e_ #fg the f, thus taking- the appellation of f sharp ftff} which hr in,? marked, 
at the clef becomes the signature of the key of G. Now f being- the fourth note from C; 
and G, the new key being- consequently its fifth cZdZef—$c this. General inference may 
be drawn, that the fourth of a scale being* made sharp or raised a semitone, makes a transition 
or modulation into a key which is the fifth ascending* to the former key; as from C to G. 
and consequently the i-™ f "be °^ *^ e l atter » being- made g— a— b— #c will make a change 
or modulation of the scale of G,into that of D, its fifth aseending having- this #c, with 
the former # f sharp at the clef, as at Ex: 1. In the same manner the keys of A, E, B, 
F#, and C#, will have respectively, three, four, fivx, six and seven sharps, as in the inverse 
order of these keys in the next example. 

3 1«L>. On the other hand,if we consider the scales, ;*> those of Fx: 1. in a re- 

trograde order D, G, C, which is that of fifths descending, we shall find the difference 
of their signatures, or their transitions or modulations by fifths descending* tc arise from 
the seventh interval of one k^y being flattened or lowered a semitone, from its natural 

' place, as in the second tetrachord of D descending, dc#_b — a, being made d cb-^_a 

ard this flattened seventh C, becomes a proper fourth to the next scale of G f as g*— a— be; 
for Us first tetrachord; the other tetrachord or first bar of D, d_ e—#fg remaining 
as before, will constitute the second tetrachord of G. Now this flattening of the seventli, 
which is well expressed, by the natural mark (§) or by an omission of the sharp 
character ($) when it has stood at the clef, must be differently expressed,when there 
has been previously no such character, as at the scale of C, Ex: 1. The seventh of 

- that scale, which stands in the second tetrachord b natural, £ — fj — ?£ will be flat- 

g A _ DC, 

tened by removing it a semitone nearer to the sixth, which is expressed by another 
character -called a flat \p) and the b -natural or the seventh of the s c ale, becomes b flat 
ot the fourth 1 of the nejsct scale of F. the fifth descending fromC, forming its first 
tetrachord f_g— ab?, whilst its second will be the c_d_ef, of the former scale, which 
seventh e, will be flattened to ep for the next scale of B>„ the a of which will in its 
turn be made a flat for the scale of E^ as at N? 6, 11, 4, &c, of the following example. 
and thus the rule for flats as well as sharps in keys descending by fifths, will be one flat 
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more, or one sharp less than the foregoing* key , as will be seen in the following- 5-^ 
natures of the twelve major and minor keys of the system • 



EX; 6 + 



Major 
keys. ^ 




Minor A 
keys 

Major 
keys 

T 



D# G# C4 Ftf B E 

sit). The numbers 1, (>, 11, &c. refer to the order of the semitones in the octave 



Minor 
keys 



of the following- Example* whereof the seven diatonic intervals are expressed in lettc rs, and 
the places of the remaining five semitones are expressed by the figures 2, 4, 7, 9 and 11 1 placed 
about the middle of each of the tones, and these take their names according as the tone to the 
right is to be flattened, or that to the left sharpened; the interval 2 for instance of £ __ t j . 
if c is to be raised,it must be called c#, if d is "to "be depressed,it must be called dt. 

Ex: 7. 

12 3 h 5 6 7 8 9 10 11 12 i r 

c d e f g* a b, c JL d &c« 

S 17. The key of C, Ex: 4 is the only one which has hitherto been extended beyond one oc- 

tave. The keys of F, Bf> &c,will for the present be postponed, and those of G and D, of Mhichone octave 
has already been explained in Ex: 1, will be extended to a second octave, and several exainp; s^iven 
for the practice of each . 



Extended Scale of G . 

First octave. 



or thus iv the 
clef 



Ex: 8." 



S First octave. ^\ /Second octave. ^ m f: ■' tenor cl-f 

^^t-rTTftttf-gi ? f '< ii ih i r r T fi 

g-a-bc — d-e_ fg g— a— be — d — e — f g- d_e — f g* 



g— a— b c _ d— e — f g- 
4—0—12 4 — 1—34 



d_e_f g- 

4-U3 4 



S lo. The key or scale of G, compared with that of C, has its first tetrachord of each 

octave the same with the second tetrachord of C, Ex: 4. and in its second there is only one note 
different which is the #f or seventh of the above scale: Compared to the scale of D, its second 
tetrachord contains the same intervals with the first of D, d_e_#f g-. And its second differs only 
from it in the c being- natural g-— a— be, while that of the scale of D is sharp, a^b-#cd. 

*v \*J « In the second octave, the hand in its position will not reach beyond d; and for th« 

remaining: three notes the hand must be shifted, or brought down; resting- on the rim of the bass, 
which by fijr: 16 appears to be betwixt "the dotted lines where #f is situated, and* the next semitone 
(i J 1.1m- fourth" finder must be therefore extended a little beyond the rim, and the other fin- 
■"s wil' be r«-a r: v ii, t) u . {\ } y VA of the hand at N ( ? IS supposed to be brought down to the rim of 
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-the bass. The last tetrachord d— e-#f g* is repeated in an additional bar in the te£or clef, to aecus. 
torn the learner to read notes in that clef, which is used to avoid the multiplicity of lines which the 
continuance of the bass clef would occasion; but the tenor clef and the shift e-#f g\ will be further 
explained hereafter, and in the mean time the following* examples may be practised with or without 
the accompaniment of a violin, flute, or piano forte as mentioned above, 



EX; 9. 



104* PSALM TUNE. 



Handel . 



Violin 

Flute &c 



Violoncello 



Ji'gjij j j i rr r i j jj m i J hj i j j j 1 1 'jijjEjnj a 



p : 'irirr r i H^rfyrii i P 



£=K 



Basso 



^ 



i 



Vg|% jy 



33 



nrrrUiifiifrhJb ^p 



j 11 j i i j Ji;jj f iJJ j' i i iij i j j j ij j J ijJ ^^ 
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^irTyh rir rrh" J i J iVri j fiM^f-^^ 



At x in this example,the upper note d, may be taken at first instead of the lower #f f for the taking 
of which on the fourth string- the fourth finger" must be extended a semitone from its usual 
position on f natural; which will be more explained in the extended scale of D. S> 

§20. Many basse* and melodies of equal ease and simplicity with the above are 
to be found in our collections of church music J? and in the basses of Glees, which may be 
'practised with very little further knowledge of fing-ering*. 

EX: 10 FRENCH AIR." Il AveugLe rfe Rilmyre. 

j ! ^ imi3]1|Mjl uil jliJjUiM.rJ|JjJJJjj l 



Violin 
Flute &c. 



Violoncello. 




pariculariy in Willi um\ British psalmody of 160 psalm and hymn tunes in four parU price **• 
.<. T>lri _>,y Presto. A"? 97 Strand,. 
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At the places marked a . . . . the notes may he taken at first with the open string- and 
the common fingering- of the scale, and afterwards with gr eater refinement and expression, 
as will be very particularly mentioned hereafter under the head of the HALF SHIFT, 



EX: 11. 



f < 



AIR DE JULIE. 



De Zecfe. 



/T\ 




'*•■. . s . ..i. 1 .* ? * 



f i- rr n r J J*fr +rtfl rrrc >l i f | i|. l| J J.|.i^jfJ JI.JTTJJfA 

A. . • .*. .•.- J<+M A A -•- A -^2i. ->— > v. 



fm f r r^f r r-iPirrr n^ W r r ^ r^ifffr r^ffi** 



t^jfliHjjJf * |J JtiMp'flT r i% iitRi J h*i 



At a the fignres under the notes refer to the manner of taking* them on the half shift and 

those above the notes show how they may betaken in the mean time without shifting- the hand. 
Ex: 12. PLEYEL'S GERMAN HYMN. Quartcttos.Op:20. 



iffM ■). i , l-^_ J i < | J^J i f r r i ^ ■) i , rr^r ' i ,£) j J^U-fl 



5 p/3 



X*v&t » 



£ 



a 



dolct 



1 rr.|i rr i ftn^riTw 



^^y 



755- 



■HTtJ 



^^ 



(>)&*■ \i 



i 



!£= 



~7fi 



a — # 




wmvrrmm ij iff r rrrirrrr inf rrrjf j--f B 



tfnrfr^Wn^tfftff^ 



I 



1; 



Var: 2. 





Jfe 



rri^ri^nrir- ^'rr ' r-^ 1 ^ 



J-JI I ^ l.i Hj J IJ.'J I . I J 



i 



This Variation is finareTed, and set in the bass clef at Ex: 30. 




Var: 3. 




At x, the three notes e, may be. taken with the fourth finger by advancing the hand the 
distance of one tone at a. . . ..the b— c#— d# form a major third in the half shift on tin- 
third string and at b . ; ."'. . the notes may be taken at first the Common way,and afterwards 
on the whole shift, both which shifts will be afterwards fully explained* 
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Of the MAJOR POSITION, or extension of the fingers 

for a major third . 

S>^1. This position has been mentioned above $6, but has not been hitherto 

required in practice, the major thirds c_d— e, of the fourth string* ; g-_ a— b, of the 
third; d-^e^-#f of the second; and a_b_#c, of the first string- being- all taken by the 
open string-, the first and third finger 0^1—^3; but in all other cases of two whole 
tones, not beginning with the open string-, as di— e— ftf of the fourth string-; the first 
and second fingers must be separated to the distance of a little more than two inches- 
and the extension of the first from the fourth fing-er will be nearly five inches, divi- 
ded by the second finger into two equal parts as at fig: 17. 

3 2f2t. This position is there supposed to be taken on the major third f>b_c_d$ 
and will best explain the manner in which it may be compared with and derived 
from the minor position at fig: 16. The latter position maybe supposed to be on 
the minor third bc_d taken 12 — 4: which being- enlarg-ed to the major third l>b-jc_d, 
the second and fourth fingers will remain the same distance in both positions,while 
the first fing-er is to be stretched in an oblique direction backwards, and will only enable 
the performer whose fingers are of a moderate length, to stop the strjng with the 
edg-e of the first fing-er that is next the thumb, as at the fignire . 

§23. In the following- scale of D. the d-*-e_#f, of the fourth string-, 
and a — b— #c of the third, require the major position, on both these string's, and 
the minor position as before on the first and second string-, and it will be right 
to sound the open string* d, in order to ascertain the place of the first fing-er 
at the beginning" of the scale. 

Ex: 13. Extended scale of D. 



S7\ 




^ 



i^fi 



r I s * Octave. /\/ t 23 O-i^Jr Mff±St^. 



1 




back shift. 



Hl^^i" 



F^ 4 o-"' 2 ^ U (UJ34J0J-34 1-2.4^21 
V4/ 1 ~ 2 "* b l = 42 212 T 2-4. 

S ^4*. At b there is a further extension of the scale, whicVbeing* a 

repetition of d-,e— ff on the fourth string, must be taken with nearly the sume exten^ 
sion of fingers in a major position, the fourth finger being* extended very near to 
the rim of the instrument; this part of the finger board is called the whole shift, which 
will be afterwards more fully explained with a variety of examples. At x, is shown how 
#c is taken on the fourth string-, by shifting the hand backwards, and taking* d with the 
second fing-er, which will place the first finger on #c . This part of the finger board 
is generally called the back shift, it is occasionally used on all the string-s and the 
position is always minor 12 — 4, as #cd e at y. 
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3^5. . In the second octave of the above, there is marked over both t<^ 
trachords 1—2 3, and below them the former fingering* 1^_ 3 4 of Ex: 1. both these 
methods are adopted in practice, and it is not ea,sy to say how soon the Learner 
should beg-in to practice the former, as it depends on the facility with which he can 
stretch his fingers, and circumstances may even make it unadvisable for him to do it 
at any time, since it cannot be denied that very good performers never use this mode 
of fingering in the lower part of the instrument. It gives however many advantag-es 
in point of accuracy in crossing* the strings, where octaves fourths and false fifths 
occur; tho' it be granted that on one string- 1 — 3 4, will take a minor third, in any 
part of the instrument not beyond the rim, as well as 1 — 2 3. 



Of the HALF SHIFT; 

<» jiO* /When five following* notes ascending*, beginning* with an open string*, 
are to be taken on one string, the hand must quit its position after the first two notes, 
and advance one tone on the finger board, the three remaining- notes will then be on 

the half shift. Thus a_b— #cd e of the first string*, is taken^t^-b in the ordinary 

position, and |cd-e in a second minor position on the half shift: d-e-ffg* a 

will have #fg— a on the same shift on the second string*, and so of the third and fourth strings. 



1. string*. 



EX: 15. 



^ff 



mm 



2 . string:. 



3$ string-. 



ll' i L- mOtt WZSh 



0-1-12-4 
i a .... ■ 



TIM'H ^^ 



m 



4 . string*. 



m 



0-1-12-4 
a * • 



0-1-12-4- 

a • « • • 



u a • • • • 
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Of the WHOLE SHIFT. 

S> Zd (* "When five notes gradually ascending* and beginning; with the first finger, 

areto be taken on one string, the hand must quit its position after the first two notes, 
and advance one tone on the finger board, the three remaining notes will be on the whole 
shift. Thus d_e— #f g- — a, the first five notes of Ex; 13. taken on the fourth stringywill 
be d-e in the ordinary position, and #f g— a, in a second minor, on the whole shift. 
And as the first five notes of the scale of D, are thus taken on the fourth string; so will 
the first five notes of the key of A, be taken in the same manner on the third string; and 
of the keys of E, and B, on the second and first strings, as in the following* example. And 



'7 
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in order to shew that all keys consist of the same intervals or distancc^differing- only 
in the key or note which begins their scale*, there is subjoined the four keys of Df?, A{?, 
Efc>, and Bb, which must be taken in the same manner, the only real mechanical difference 
consisting 1 in the latter keys being a semitone flatter or nearer the nut, in all their in^ 
t'ervals,than the former,yet the place of the last three notes, is called the whole shift in both, 

3$string\ /^ 2$ strings 



EX: 16. 



1^2-*J . • b • • • b . . . b . . . 

5>28. The half and whole shifts ifxirm nzatih '.term essential part of the finger 

board, that very little can be done, without the ready use of them; they oughttobewell 
characterized in themselves, and distinguished from erfch other, before the Learner proceed 
to the practice of them in a variety of Airs which will be immediately given. And First 
as to the half shift let the four open string's b< the fundamental sound, which is to es^ 
tablish the tune or pitch of two others, its thirds and fifth, to be taken onthe same string- 
in the half shift , with the first and fourth fingers: these being* the most natural succession 
of sounds, and generally taken by the voice to ascertain an&fix any giverikey; to these three 
sounds may be added a fotirth which will be the octave of the first rir fundamental sound; 
and will be taken with the second fing-er on the next string-, as V 1 4 2 If the intervals 
are taken in tune the octave will sound a sixth with the third of the key,that is the 
second finder and the first, and the octave oug-ht also to be well in tune with the 
fundamental or open string-, as in the following* proof. 



EX; 17. 



Intervals of the 
perfect chord of C. 



Proof in D. 
2 2 

o. a. 



=§ 



:*\ 2 



o 



L» 1 LH*J r> A ' ^ * WVJ1 111 U . 

ro ot C. oi <j. _ j^. ' a £ 

i ■ , i- wj j J r J j Jt )! «i. r r r f f ft > : ¥r^fiw? i g 

T# 14 2 4 14* 6 1 42414 01414 * °* 

1 orO orO orO 
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$> Z%7. At x, x, x, instead of the open string- the fourth finger on the strin 

below muy be used: In the same manner the fundamental sound being- taken with the 
first finder, its third and fifth will be on the -same stTing- in the whole shift, urid 
its octave will be taken with the" second fing-er on the next string-, and this e<;<nUv 
'*> I'l'itv.sis mi sharps, ;is before in Ex; 1f>\ f 



Intervals of the 
Perfect chord of D. 



of A. 



of E. 



^ 



EX: 18. 



i#W 



F 114 2 4 14. 11 42414 114 14 



of B. 



2i 



2 4 14 
orl 



11 4241 
orl 



!i% ^ ji^i>jJrrrJjii-»h'i.rrr r rr r iH'j 

J TT*:84f F 1142414 1142414 



ft 



114 14 

orl 




1 1 42414 
or 1 



4 1 4 1 4 
orl 



1 "* • - ^ ^ 

SJU. The appearance of two or more notes, if properly considered , will 

exhibit certain characteristic marks, by. which it may be easily seen whether they are 
to be taken on the half or whole shift. For instance, if we inspect the above examples 

we shall see that notes cut by the lines characterise the former, and note sin the spaces 
or above the lines,, characterise the latter.* in other words, the half shift taken separately 
on each string-, will have the first and fourth finger on notes cut by the lines, and the 
second fingrer on that, in the intermediate space; On the contrary the whole shift has 
the first and fourth fing-er on notes in the spaces and the second fing-er on one cut by ^ 
the intermdiate line. Notes placed from line to line, or from space to space equally 
express the interval of /a third, whether thie third lies on the same string* 11— 4) or ascends 
or descends to the next string-: the next two thirds in succession "Will be fifths to the 
first two and consequently taken with the same fing-ers (l — 4} see $9. and Ex: 2. 
This will appear more evidently by recapitulating- the above examples,and comparing- 
their characters tog-ether. 

HALF SHIFT. 



EX: 19. 



*V» *? ^H *• string - . 

4. string:. 8. string. ^Tstringv ■-*& 

-g(- • w a. . . . a • . . . a . . . 

1 2 4 

a • • • • ^ ^#* 



WHQLE! SHIFT. 

4 th 



4 * string-. 3. string-. 2. string. 



1. string. 



m 



w 



^m 



#- 




1 ■ 2 4 



o. suing". ■&. sinngi m p 

»^ j nrr¥ f i i 



b • • • • b • • • • b • • • • 



014 014 014* 



« 7 4, H 7 14 14 



O a. . . •. is here used to point out the half shift, and b. . * .the whole shift. 

A little use will render these characteristicts familiar even incases where a muL 
tiplicity of notes make their limits less easily defined; in the mean time examine 
N? 80 Appendix, at the letters a and b, and N? 69 append: at g-, and h, for the half 
shift , and i, k 1 ni , for the whole shift, and in g-eneral in the following- examples at a. .. • 
for the former and b.. . . for the latter. With these observations the Learner may proceed to the 
practice first of the half shift, and afterwards to that of the whole shift, in the following- examples. 
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v 

or 



EX: 20. French Air. see 3 Variai t l s ' Appendix N? 99. 



„„,„.„ fi-.„1| f |- | .rl ii iflffi' liffC^LllllJl I' 

'1 A .....*_ ...... ...... x * 



Bass, 



^far+^^^ i S 



* * » 



^~ci J jnl-i -J ^i-iT^r^-i d^j Ji'pr ■Jrpr-'i r J elo^^-^ ^ 



s 




-r-n-T 
EX: 21. Air .in Pleyels Concertante. 



^ 




» k .i. l W l ' ■ ■ ' "•"..!... » * * 

SOI. In the examples hitherto given of the half shift, the position has been a second 
minor 1 2— 4 , and this will remain a standing rule in the key of D, on the first and second strings: 
the intervals being- #c d— e.on the former, and #f g— a on the latter, but in keys where the in- 
terval enlarges to a major third, ast]c_d_e, or to a first minor as #c—#d e the fingering will 
become 1_2_4< or 1_34 . which are all the varieties that will generally occur in the intervals of 
three contiguous thirds, as the diminished third #c deb, (taken 12 3, or 2 3 4 as the fingers happen 
to have been previously placed) but very seldom occurs, and consists in fact, but of the in~ 
terval cf a whole tone, as #c_#d . In the key of G. the half shift will be c_d_e or a 
major position on the first, but still #fg-_a, or a second minor as before on. the second rfnng*. 



t 



ll 



Basso. 




EX: 22. 

Violin J% „ 
or Flute. 



Viol one 



4 2 -* 



§ M l rfiy u l i ? ] i I I i I 1 f i I I i -ii J » 






^ri^rir j M ^ cgfif^p^ir/j^iiJ]^ ! j f 



EX: 23. GocT save the King*. 

*=3 




-"Jfff l fTTTrffTfT^lffl' 1 'l ' fff l^g 



4 {" 2—4 



or a ^—^ - j 



i 




I s * ^ time. 






/jftg^2* time. .^N 




§ijJt. In the following' examples of the whole shift, it forms a major position, 

as in the extended scale of D. Ex.13, and it ought to be observed thatthis shift is always 
major, on the first and second strings, both on the keys of D and G . as above at b .... i 

d— e |ff; and g__a — b being both majoY thirds. In other- key* it is a minor, a&^vill 

afterwards appear in the examples to be given on different keys, and in the following* 
the half shift will also frequently occur. 

-H^ Sm fj,e advantage of this Filtering 5*25; and E\l 14-. 
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Ex: 24. 



Lovely Nymph, 



I. Baildon. 




f^^W^^^^^^^ 



EX: c 25. As down on Banna's banks, 




s 

it* 



i ., 



it. 



■- / ■ 



2o 



Ex: 26. Easter Hymn. 



DT Worg-an. 





i|rr"1, iL£Gru iii '■ JZ?r iiJg J Jigj j u jr i r T l " 



• • b • . • • a 



r ri ijJjji'), i nrr^ 




§)%3«3» The four bars nf the above example in the tenor clef are to be played on 

the half and whole shifts, like the similar four bars which begin the example, but oil 
the first string- instead of the second, the characteristic marks of lines an£ spaces ap 
plying* equally to the tenor as to the bass clef, the former being* in all positions of the 
hand a fifth that is one string higher than the latter, as will appear from the following* 
comparison of the same notes written in both clefs . 



Tenor, 



EX: 27. ScaleofD. 



Var: 2. Ex: 12. 




Bass. 



5>«34<. The next shift which it will be necessary to know and practice, is that 

of G. which is the semitone next above #f on the whole shift; it has already been ex 
plained above §19. and Ex; 8. The two following examples in which it is a first minor 
position, will show that its situation on the finger board, by the hands resting on the sid< 
of the instrument, is better defined than either of the preceding shifts. Andjt may be 
also observed that this position when it is a tofte and semitone or first minor, may be 
also fingered 1_23' 7 (JS2£) but in that case the hand must be placed a little mote to the 
left ;so that the third finger may go from the rim in the direction of the dotted lines, to g\fig: 16, 
but the other position is by much the easiest and most;certain at first. 
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EX: 28. French Air. 



Violin 
or Flute 



Violonc: 



Basso 





^ffiff^fMaiirfirrrr 



l_2-_ 4<-2_l 
b 



4. 3 1 3 4. 3 
G. ...... . 



B^^^^^ 



$*v\ rr i rrrr i 'l j.m Jj J-»i" I" r nrrrf i 1 ^ 



T 4.3i43ia |ir1, ' ' 



? 



* ■■ ♦ 



w r > 



i 



^rcrfirrrj.1 rriffi^FE 



i 



^ 
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EX: 29. Rondo, 



Brevals Duets. 




Cx • * • • 

m m m m mm ~0--w- m m ^ * mm 



ti A § 'iii A M — L A i — zr 



;^«rr ^i^nr «;;^rT a^ir uv !■■«/ i 



Q_^U.jjflj[r i a ff 




/■". 'r n r rrr r n r rfh rr EcrrlrlixD lLLiiuljlLUi ^ i ^^^ 




r iv in*n^r i* jpt j*"ir m 



EX: 30.' A > Transposed from Ex:12. Var;2. j 



^i-rirfrr^iffpr^^Jtinrii 

^ — , a sTZ-*h ■*- a . . . . . * ' * 



IE 



S 



£ 




ffffifirttfi'vfinfT Tii'f i 
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aWX>.. The next position of the hand on the finger hoard is that of placing the 
third finger on,a f hy moving* the hand still more to the left, on the side of the instrument: 
so that the finger being* at x, fig: 16 may pass in the direction of the dotted lines on a. 
In the key of D, it forms with the #f and g, a second minor 12—3 as at A . ... . in the 
following example, but at h, being unconnected in a position with other notes, it may be 
taken as an harmonic, that is^ the finger laid lightly on the string without pressing it down 
on the finger board, whilst the bow is drawn with its usual pressure. 

EX; 31. French Air. .Duett. 

Viblin 
or Flute. 



Violonc 





m 



m m a 



rrffirrr nrtu z 



itDirrrM ,n; 



i 4. i n :u . . . . 

R • • • A» * • b • • • • 



• • A» * • b 

m 



i »q t):p p 
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A. 



S 



41 4 
. . b • • 



In the key of A, the position is a first minor as will appear in the following- 
EX: 32. Scale of A. 



■«?■■ ii i i i i r r r h rrrfiH * ■ eff n^^v r rrfiwir rrf i ^rTnrv??* 

orO~l.-u4l — is *A>. • •/ b. A . . . • . .* • • • . 



: ^m=^ 



2$ string 

§ OO. The #cd_e, of the second octave, forms a second minor on the half 

hilt, if they are to be slurtM as marked, but in any other case, the inconvenience of 
taking tw6 following notes with the same finger, is avoided by the other and better mode 
of not shifting the hand till after c_ tlien d— e on the whole shift. The last four bars 
contain the second octave on a thumb position, that is the thumb on the key, and its 
fifth note e t at x, x, which may be either placed originally on these notes or after 
the ascending scale has been made on the first string in either of the two modes just 
mentioned; the manner of ascending on the second string, is afterwards sho^n at b A. . . 
where the second finger on a/, whole shift, is followed by b— #cd,on the position A, then 
the thumb is to be placed on e on the first string, followed by the 1 — 23-fingers on 

gf %a, opposite to b—£cd on the second string, The last two bars contain the descend 

u\£ scale" without quitting the position. The following example will show the advantage 
«*i * kinirthe thumb position, and b_ #cd on the second string/ ■- 



2S 



EX: S3. How sweet in the Woodlands. Dr.rn, 



D r . Harrington. 



Violin 



f¥i> 1 1 j qj^ i j j J i r r TTT4 r - r- r l r nTTIr'l 



*c 



™r ! py -t r i r fiffi r f filHl [■ ff? i r |gir frffi ff ^ ;■ 



Violonc: 
2 d .° 






^ 



14 2 4 2 2 112 2 



£3j j r i[^r fc 




& o/» The next position of the hand in ascending* the finder board is that of bb, 

a semitone higher than the a of the above example, but as that will be more naturally 
practised with the scales of F, Bk>, and El? which will next follow, two exatnples will 
be first g"iven of bb as more immediately connected with the foreg-oing; keys in one two 
and three sharps. To reach this note with the third fing-er the hand must be brought 
to Y. fig;: If? which will flraw the thumb to the very edg-e of the fing-er board. In 
the first example the position wiU be second minor ifg-a — b, and in the second it will 
be a major gr— a— b. 

EX; 34<. Transposition of the French Air Ex: 20. Duett. 




fc ] jrcrir-k" ££ 
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&B 



m 



—^ - 2 1 ¥2 



Vi 



EX: 3£. Scotch Air. in Rosina. 



Slow ■ 



Violonc 



^ 



1 1-2-4. I 



*• + 



Basso 



P • • • •» 

| i) : *Uf r 




a 




' back .smtt v i ' i ll 

c ..4 a . • • .. • 



j* j j r- i : i F' r ^jTT n ,,1 1 ^^ ■ p.^if r v r rfircc?rJi 



4 42 1 4 2 4 1 2 *"* ' 4« 4^"** £ 121431 3 4 3 1 



4- 4. 2^* £12143 13 43 1 
a... Gb...G...... B. 



I'ViM' 1 n V jii 1,1 i i MM j iin i 




iif^>/ 




\> . ■. . o G b . . . .,.. 



E^a 



^^± ^-f--^^ ^# 



SuO, It will now be proper to introduce tin : ,j,>.st usuJ .ry- a> hich have flats 

at the clef, in the order given at Ex: 6. And beginning > :h that of F, it >v ill appear by 
Sl^T, that the seventh of the preceding scs-ile of C, Ex: C and 4 being- flattened a semitone, 
will become in the key of F, b!?, and constitute the fourth of that key, and in like manner 
arise the e!> and ab of the keys of Bi> and Eb". 



Ex: 36. Scale of F. 



Extended to G. 



and to fi!?. 




12 2 4 1. 2.4 2-4-12.4 1 2 1.2.3 

1-23 G... b,. A... 

b. • • 



2~4 _ l-2-l T 23 
Bb... 



EX: #7. Scale of Bk 




O-l 2 



HfZjO 1 -2-4J0 1 U2-12_4.-L.34. 1-.2-4 U2_4 1.2-A 1-2-4-1 2 _4 
^~ u • . • • a • • • G . . . • G . • • • b • . . . 



Soy, It is to be remarked of the first of the above three scales that of Y 9 

that on the second and third strings the position is second minor, ef_ ,#, and ab_c, 
£nd on the first string it is a major, btf— c_ d*'\ Of the scale or key of n\> that on 
■f 'ie third, and fourth strings the position is second minor, ab!/_c, and def?_f, and on 
: r first and second strings, it is major, b(?_c_d, and <•!>_ f_ g, And lastly that 
iv. the scale or key of e[>, the fourth string only is second minor , and the other three 
strings have a major position, bk_ c — d, el?— f— g, and a|?_b — c. 

Two examples follow in Bp, as the easiest, and nearest connected with the other two keys. 



Ex: 39. The French Air, Ex: 31. transposed a third lower from D. to Bk 



Violin, 



Violonc: f-):^ Cf 




vi ^ nc! vri u mvCm^ ^ 




l I i My I IjjI Hu U L 





frigrrty 



f ^At-r ft 



i 



EX; 40, Gocf save the King-/ 



transposed a third higher from G f o P.\. 



Violin 
or Flute. 



Violoncello 




Bass. 



r,: l i,- l )rrr|rT,fifff|fTrpr r iV i write 




The positions in the above examples will receive further elucidation from the following" 

Analysis, and subsequent examples. 

% 4<0 . The key of Eb in its second octave, precludes the use of the open first 

string-, which is a semitone sharper than the af> of that scale, and this at>, as it maybe com- 
bined with the preceding- or following- notes, as f_g*a!>, g-ab—bb, ak_ h\> — c, render 
thr r shifts necessary on the second string" viz: two successive minor, and one major 
is leads to the analysis of a scale into all the positions by thirds that it can 



po 



vi (1 ; x i\ 



produce, which will give a g-eneral rule for fingering- in all keys, distinguish? r.|>; what 

positions will be major of minor.' _-* 

, Ex: 42. in E. 

Ex: 41. in EW-:-': 1i. i^-i".^ 3 4-.'. ',.:.. li, 'o i; 3 4 

Second string-* l s# *U i 1- 



Fitst string. 




b • • . . G% • 



EX: 44*. in Dk 



Fourth string". 




i -34 42-4 6-1-! 
a • . . . b • • • • 



1-2-4 1_34 
a. • • . 



, 2-4 

D« • • • Q. . , . 



& 4* 1 . And in like manner the twelve major keys of the system Ex: 6 . are resolvable into 

s^v^n positions of thirds,in the above and following- ordei; 1 major, 2 first minor,3st*xmdminor,4mtjor, 

\ 5 major, 6 first minor, 7secondminor f 
it d it is a remarkable property of the octave that its 1,2, and ^positions or thirds, have exactly opposite 
toeiich on the next string- similar thirds, for its ; £,*?, and 7 positions, the positions of the next octave 



m 
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ire of the same nature and properties -with those of the first,as in N? 67 of the Appendix^heretvo 
octaves of Eb are given, and in N? 6& two octaves in the key of C# show that notwithstanding* its 
seven sharps, it may be taken with as great facility by means of this analysis as any other key . 

The foil owing- example of three different keys compared with each other will further illustrate the 
analogy between the bass and tenor clef, and show the application of theAnalysis,and its utility in practice. 



EX: 4^. God save the King*, in Bf% E|>, ancfE^^— 

^ >*^ — >« ^ l\ tim 



Hfog p ,j? i rpr i rrrir{ ri ec &r r i r ■■ r 'rrro. rr r 

onthTiy string- b-jCg ^.? *\JQ Ofift h b l 1 *^jLg.. . . 4 : v777 
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S> 4< ^i • The only difference in the fingering- of the three keys i&iritlie^econd find fif&bars in 
the key of E , in which the open string: cannot be taken as in the two others where it forms the 
semitone wanted, and in the close or last bar but one, where the open string- a ,v\hich cannot be taken 
in the key of E% makes the former in that instance easier than the latter,1ho it is a much more intricate and 
difficult key in its first octave, as will appear from the following- analysis, and N°. s 74 and 83 Appendix • 
EX: 46. Th«> position of the lower octave of E . 




^^ 



majc 



m 



'3" string" 






/ 2** string- 

aAor I minor i " msno 



or /-7n /*f\ 



I 



t."* Is-* T-' 2 - * -&r.\*. «■>»'«* * b — K i.~?,hm * * *, 

S> 4*3 . The following: examples will show the manner in Tvhich passages may be resolve d into 
the above positions on the first string; and lead to a thumb position, and may also serve to .show 
that different keys have similar fing*ering-,because the intervals are similar. 

EX:4.7.. Ilv B k IMin: 2 Min: Maj: Maj: Mint 




2l~T-34.1 3 112-31 iJl 1-12-31 2 11- l 2-3 211-Mai xixaai x — " 



EX.-49. In D. 




f 
\ 1 



, 3S 

s44t The different .shifts are distinguished, and tho 1 they may appear different in' 

each, of the three examples, there is in reality but one general idea for the three keys viz: six 
positions in the order marked, and it must be observed that at cc the thumb is to be placed on 
the finger board at Its proper distance of one tone behind the first finger, and in Ex: 49 -~ 
it is to move on the finger board with the other fingers, preserving its distance so as to "be. 
in its place in the beginning of the last bar but one. 



Of the THUMB POSITIONS. 

S>4<«3. In the three last examples and Ex: 40. this position has been introduced 

in the keys of D, C, and B{?. and in Ex: 32 and 33 in that of A. In the scale of the latter 
key the mode of its introduction hks been more particularly mentioned; and as in all 
the foregoing instances, so in every other % the fingering ascending,must terminate in 

the position 1 23 when it is to form a scale of any key; for -by' affixing to that interval 

the 1 thumb, the last or first teirachord of any major scale in the. systen^Sl^ Ex.- 6, is 
formed x_l_2.3, and on the next string will be, exactly opposite, the other tetrachord 
x_l_23, Thus in the two last bars of the above Ex: 46. the thumb will be on the first 
string at a, fig: 16 and lying across the finger board iii the direction of the dotted If nc a... . . 
it will be at the same time on d on the second string, and the scale of D will be formed 

by the above intervals viz: d — e_#fg and; a b— #cd. The thumb in this position divides 

the strings into two equal parts as at E fig: 19 where the two lines A B, and C D , 
represent strings tuned fifths to each other^- as the first and second strings of a Violon^ 
cello a, and d, and shew the geometrical parts' of the length of a string which form 
the musical intervals, but which are still more exactly ascertained by a cultivated 
human ear. 

In the same manner the thumb, quitting the first and brought over to the second 
and third strings, will give on the latter,the tetrachord g^ a— be, making with the d_e_#fg 
of the second string, the scale of G. and the thunfb moved to the third and fourth string, 
will then form an octave of the scale of C: Th6 l ihree scales being fifths to each other 
and the octave to those in Ex; l,as in the. following 

EX: ^0. 

Scale of D. 




§4<D. The other scales of C, fit, and A, are to be taken gradually lower at 

g, f|j and e fig: 16. And it may be useful to the Learner in the first practice of taking 
these positions, to observe the relative position that his hand makes with the rim of 
the instrument; for instance, in the key of D, he will see behind his thumb a considerable 
Section of it betwixt his thumb and the rim; in C he will see that this section is reduced 
to little more than an inch, in Bh it will appear to his eye that he is nearly on a line with 
the rim, or very little within it t and at A, his thumb will be very considerably within it. 
A little practice renders these positions more certain, and easier to be taken than is generally 
imagined; and use will soon render the inspection of a passage a sufficient indication of the 
position or octave into which it is resolvable • There is however some embarassment to the Learner 
from the practice of different Composers in writing the same octave or passage in different clefs. 
A practice the more to be lamented, that the bass' and treble clef, as in compositions for keyed instru- 
.ments,are found to be fully sufficient to express any passage or series of notes in the compass of the 
instrument . To express for instance the above octave of D, the four following clefs are 
ncrasionsilly made use of. 



34 



, Scale of D 
in different Clefs. 



EX: 51. 



TENOR 
C on the fourth Tin e . 

COUNTER TENOR 
C on the third line . 

J SOPRANO 
C on the first line. 






X 



The usual Treble 



-r 



a b c 

x 1 2 



i 



f 



TXT 

t Sr a b c d 



g- a b c d 



I 



g 



fj| ff rf e f g- a he cf 



The true Treble. 



• f'gjJJirrrrn 

v d e f g* a i> c d 



f g* a b c d 

34<7. The treble clef is,in the last line,in its proper pitch, as it is to be understood 

in an ascending* series, after any of the other clefs,as in N?18 Appendix; but otherwise the treble 
clef is taken on the Violoncello an octave lower, as In the foregoing* IVench and Scotch Airs; and a very 
little experience will .show fromthe effect on the instrument, in which of these ways the treble clef must be rendered. 

RECAPITULATION and GENERAL RULES. 

§48 . The key of C, Ex. 4, is the only only one in which the two first octaves 

can be played in the minor position of the hand alone. The key of G requires a major position on 
the fourth string* for the Iff; the key of D, two for the iff and £c, and the keys of A, and E require major 
positions' on three strings. The keys of F, Bi?,El? and Ab require one, two, and three major positions respectively. 

EX; S2 , The Major positions in G, B, A, antf E. 



ffil 



m^ . i j i j J Jfv 1 1 j u J Jif r ri )8 ^J» 

•0 19 -*■+" 1_2_4 ■**+* U2J 1.2 4 1_2_4 1_2_4 



%mm\ 



t- 



i-2-4 



-$-9- w 1_2_4 *■#-' 

1-2-4 Y.2-4 

EX: S3. The Major positions in F, Bt>, Ei?, antf Ak 



As 1_2_4 



a^r*il'rrf| f jE g 



£ 



^ag fr^rrrw a pi 



minor. 



§49. But the key of D has a back shift on the fourth string-; the key of A on 

the 4 . and 3 . string's; the key of E on the 4.. 3. and 2*? and they are all second 
excepting* on the 4 . string- in the key of E, which is a first minor. 

EX: ^4. The Back Shift in D, A, and E. 



SSSI j 



peps 

12—4 12-4 




^^ 



I 



_4 1 2_ 



f 



4 2 4 1 

RULE for four notes^gradually ascending and descending* 

S«3vJ. ! This is to be understood as beginning- with the first finger on the key or its fifth: There 
are three modes in which they may be taken . First when the notes are slow, and connected two and 
two, the hand must shift a whole tone after the first two thus 1— ,2, 12. Secondly when the 
last three notes are to be taken tog-ether, the hand shifts a tone after the first note. Thirdly in a 
quicker movement than the first case, after taking* the first tw^o notes, the fing-ers being* taken of fund- 



\*%0 



extended but the thumb not moved, the third and fourth friers will reach to the third uu! fourth 
notes . In the following- example the difference consists in this, that in the first mod*- * » < t\*o last 
notes are on the whole shift , in the second, the -three lastntites are on the half shit t ; and in 
the third, that the hand is rather 'extended than shifted. 



exi/^tj. 




1 1 34 * 1.1-34. 43-1-1 .43.: 



2_34< L2.34 43 21432 1 



RULE for five notes in succession ascending and descending. 

S «5l . . This cannot he different from the rule already given for the whole shift $27 and Ex: IS, 
viz; 1-2 in the first position and 12— 4 in the secondhand descending 4—21, 2-l.heing-th' vr.ost 
natural shifting' of the hand in the 1 lower part of the instrument, and even in the upper part if the 
third finger he taken instead of the fourth . On these two positions is founded the follow*^ 



RULE for eight notes ox scale of one octave in all keys. 

. §> 32 . To the above two positions for five notes tieginninig- with the first of a scale 

there is only to be added the first minor 1—23 or 1—34 to com pleat the octave, and the thre/ position* 

l*-2, 12-4 and 1—23 may be taken on one string, or on two or three different strings, with tm* 

observation, that to take an immediate following note on another string in an ascending series, the 

hand must shift otie position further back, as in the followi ng example , and in the second octave of E> 

Ex: 38/ after gat?_bi? on the >\hole shift, the next iloteC is on tije half shift. SeealsoN°53Appendix and -v. 
ferences. .■■.— ■ 

# in C. m in D - 



EX: J6\ ; inEb^ sn ^ 




J2 12-4* 1-34 

d • • * a • • • 



1-2-12-4 — L-23 
b . . . Bb . . . 



24 
12 
a.. 



12-4-1-23 



a 2-4 3'2_Jl_v.-' 
or bl-2 A.. . J> . 



RULE for the first six notes of a key. 

SjJ. These consist of two major thirds or positions, a semitone being- the space or 
interval betwixt the two shifts, if taken on one string*. 

Ex: 57. 




1^2-4 



1-2-4 



1-2-4 1-2-4 



1-2-4- 1-2 _4 

a • • • ■» o • • • • 
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RULE for seven notes. 

&54ii These are commonly taken from the fifth of the key, or only from the key 
when its seventh is made flat in order to modulate into a fifth below, as will be more 
particularly noticed in a future work, under the head of modulation^ This interval requires 
three positions 1—2, 12, and 1—23, unless the passage mark the thirds into which it is sub- 
divided . viz'i, a major third, a second minor, and a first minor.' 

JST 



EX: J8 




1-2-1 2- 1-2 3 



fl72_4_12_* 1_2 S 3 2-1 4 2-1 t_2-l 



f - ' ^ < t T } f T i 1 Tod-ri t-t ion Ufir 4 1 Ol 
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RULE for two octaves 



§5*5. This interval, consisting of fifteen notes, is taken in five positions, 

viz: two major, two second minors, and one first minor, either all on one string, or on ', 



two, three, or four stringy see Appendix N? 4< and 5 t . 



^9. 




§> *!)0 • However singular the retrograde 1 movement of the hand in the last instance may 

appear, there is certain! v, in such a case, no other regular way; and were not the open strings to lend 
their assistance, this-mode of shifting- must* be always resorted to; Let the easy scale of Cbe com- 
pared with the above of #C, and the first. finger be laid on. the nut,the remaining- fingering* and 
four subsequent shifts will naturally follow as above (see also N? 66 Appendix.) This will show 
th&i the four open strings are an cxceptioivand the only one,to general rules of fingering-. The rule 
for taking one audtv/o octaves, be ginning* with an open string; is given N? 53 and 66 Appendix . 

§ t> /• The ascending- and descending" scales in all the keys,majpr and piinor,of the 

sysv a, aregdven from NV 1 to 6 2 of the Appendix, each series in the order of fifths descending' 
as 2X Ex: 6,'-\pIained i a %V3 y 1* andl«5r. This' order-will always appear by the capital letter in the 
margin, aid is attended v ith this remarkable advent age,th at besides the conformity all the fingvring" 
has to -he a^o\x\,gcneral rules, it shows the learner in all progressions, what. are the notes he is to 
qcih 'lis position at,to avjend to a given note, or to returnto it, in descending- , The scale of Bt% so 
often g-iven above, vxxv be taker as an instance: it is N?3 of the Appendix, and preceded by the 
leys C tmdF N ( M i nd 2, thereby rem in ding*, the learnef that to arrive at Bi^he must first have 
t^ken C f r.hen shifting- take d el?-— ~¥\ ^hich will bring* him to the last position g— afib. Ag*ai n to 
arrhe vd the E? of the next scab* V? 4 he must shift as before, at C and F, and lastly after «[?, which 
will take him to c_dEb, only observuur to changv the intervals of the preceding- position of Bb, 
from a first minor to a second, which will render it g ab—bb. And in the same manner art— all the k 
following- keys arranged, and lead to cadi other, so that the learner will know in any part of the pro- 
gre ^on of a scale what his position and notes are, and how they correspond with other keys. 

CONCLUSION with respect to Fingering. 

SDH. Very litt U e\perience will, or at least ought, to convince the learner that the 

upper part of the instrunu nt,or thumb positions 1 is of easier attainment than the lower; and it 
is perhaps from this cirennutance, th j not attended to by young performers, t hat they practice passages 
c.f show and execution on :hese positions to the neglect of the lower and more useful part of the 
instrument/fcherehyt'vy -.re unable to do justice to.au aecompaniment,or to play the lower positions 
well in tune, which 1 . o> |>e accomplished by a different kind of practice,and a greater attention to fkne 
.and chaste harmony. Te.;«-ihei with the practice of the nunc* modern composers, the basses of Gorelli and 
Handel should he studi d, and the .ootids occasio .ial!v- cheeked and proved by each other. The more usual 
inaccuracies arc, that t! >e .*.. mi tone. h twixt the first and ee* oi « I fingers is too small; for instance that the b of the 
first string* is too shy r p*this can easily be known and correctedbv proving i t with, the open string* D,theb again 
maybe the means of u < ;crfuining* the g* of the second .so fn^ as thirds ,which may agai n be proved by its octave 
the open string 1 . &o. Tn> exami nation, and the following* v^ actio\ will tend to give to thehandsthebestpositiom 
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EX: 61. .Pleyel's German Hymn. Sec Ex: 12 

a_ 1 A 4 



-57 



1 A 3 4 l' 34 4 3 4 1^ 




b a. 



Gocf save the King- . 



23. 




a va. 



in Scipi 

variation,* ...*~ „»..— -.. ~j — ,,-, - ., „ .. , . „ . 

octaves, aid harmonics beyond the finger board, may be seen, But the following- N . 1UU is 
riation olthe same air in arpeggio much more improving-; and it maybe further observed that the 
original air Ex: 20 maybe played in the octave,on a thumb positionjn D, without moving the hand, 
and the e taken -with the fourth' finger, and the next air Ex: 21. may^be taken in the same position/The 
slow airN? 26 is also in the same position, and -with respect to the e and ft which are beyond the octave, 
-which is there taken on the -whole shift; the 2 d .and 34 fingers, in a thumb position,are to be ex- 
tended after the c of the preceding bar,to d_e_#f without moving the thumb , and at the 
next c resume their position in the octave. .It only remains to subjoin the following in- 
stances of semitones. 



EX.: 63. first string 
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Of BOWING. 

§ GO . As every effect and quality of sound on this class of instruments, that of 

tune alone excepted, depends immediately on the action of the bow, and not on the finger, 
as may be proved by an open string; the.Eearner who is desirous of producing the best 
sounds of which the instrument is capable, and who wishes to play with facility , ought 
to be more than usually attentive to the action and movements of his bow, and those oi 
the arm, the wrist, and fingers of his bow hand. 



I §61. 



1. Of the position of the arm. 

Let the arm, from the cape of the shoulder to the elbow, be brought ori a 




slou •• ,t notes , and proportionally smaller parts of the line thus described by the arm, ana 
a v:<< I-.it movement, for shorter notes. That part of the bow which is betwixt d and e 
IV: 11-. the two joints of the arm being at a greater angle than a right angle, is the 



_ joints oi the arm being at a gre; 

hi m position for txecuting the quickest notes, at first; which may be afterwards done 

b e t w i \ t c a n r i d . 



£ 



2. Of the different movements of the wrist . 

S (yJt . Let the bow arm be held steadily, for the sake of experiment, by" the 

left hand, in a horizontal position, and the wrist be moved to the right, and afterwards 
to the left: the fibers will be in the direction of those at fig*: 16. at the end of the first 
movement, and of those at fig: 14« . at the end of the second, and proportionally for the 
minutest movement that can be given to the wrist. This serves to move the bow in either 
direction; and the movement of the arm §61 to extend it to the necessary length -Again 
keeping* the hand equally steady, let the fingers and wrist be moved upwards , anc?then 
downwards, till the knuckles of the second joint of th£ fingers are cyiite out of- -sigh; this 
last position or depression of the wrist, will give to the bow when on the strings, apositlotv 
nearly perpendicular , or somewhat less than at right angles with them, the least ele^ationpos- 
sible of the wrist will raise the bow from any string to the next higher string,and a; equally 
small depression will, of course, bring it down to a lower string; consequently no ele- 
vation or depression of the arm can ever be necessary to bow alternately ontwo con- 
tiguous strings . 

3. Of the position of the fingers, and holding the bow. 

S D<3 . The bow is held betwixt the thumb on one side, and the middle finger op^ 

posite to it, which is to touch the hair of the bow, the other* lying gently on it without pres- 
sure, merely to keep it in a given direction, und the fore finger a little separated from the 
second. By way of experiment let the bow so held/be moved by the left hand from the point 
of the fore finger to the end of the second joint, and back again to its former place near the 
point of the finger, as at fig: 11, and 15; and let the bow or a small stick held in tins manner be 
niovi'd across the back of the fingers of the left hand placed in the direction of the strings fig: 17. 
the principle will be easily discovered, by which the bow may at all times be moved on the 
strings at right angles with them, and avoid the direction a. . ; . c at fig: 11; which improper 
direction, judging by that of the bow of almost every performer, would seem to be altogether 
" unavoidable, and consequently it may be inferred, that any principle 1 of counteracting this ten- 
dancy of it,must be to them unknown; yet the great advantages of the former and disadvantages 
of the latter method in performance, are scarcely to be conceived. 

4<. Of the pressure of the bow and causes of good tone 

§(3 k Let the arm be placed as at §61, the bow held as at §63 be placed on the 
second string, and pressed by the fore finger on the .string till the hair, screwed to a moderate 
tension, come nearly in contact with the wood of the bow; this is a degree of pressure that can 
scarcely ever be wanted, and yet requires no great exertion or force of the finger. Inferior de- 
grees of pressure will give proportional degrees of vibration to the string, and produce sounds 
of equal or varied force or loudness, when the bow, with such equal or varied force , is put in 
motion. If the direction of thebow is kept as directed S 63 the impulse given to the string being 
thus regular, and always at right angles with it, the sound thence arising, nuist be as pure in 
its quality as that proceeding from those given to it by the point of the finger in pizzicato 
^7, whir h i imexceptionably so, ^ 

«. CVJ. But effectually to command the vibrations of the first string, the arm and 
<lbowiiuist !>< broi\;;ht still more forward than described at §61, and make an angle in 
rn:».l!y wiili tin n\ht side, so that the path of the bow; acting on this st :fing,w!II be oVt r 
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the right knee,and even still further from the breast; and for a similar reason it may be 
lower when acting- on the fourth string*, but so as to occasion the least movement of the 
arm,in g*oing from one string* to another. The following: examples will serv6 to illustrate 
these principles and show their utility. 

SOD. Suppose the bow divided into 5 equal parts as at fig*: 14 . Let it be pressed 
on the second string* at b, and drawn a down bow to d, and return .an up bow with the same 
velocity and pressure to b ; these two movements again repeated, will give four equal notes 
as in the first bar of the following* example. Again let it be drawn to half the above distance 
with the same velocity/as from b to c, or c to d, it will give notes of half the foTmer leng-th, 
as in the second bar, and so proportionally shortened, will give the quicker movements of the 
third and fourth bars; and drawn from b to e it will give the minims of the fifth bar, and the 
whole length from a to f with a diminished velocity, will give the semibreve of the last bar . 

Ex: 64. 



up d u d au dud u tTu^ 



d u d# 
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d u d# 

So/. When a considerable series,proceeds from a lower to an upper string-, the 
up,bow miiit begin, so as to have the most convenient turn of the wrist from left to right, 
for its elevation and depression (§62) and the passage must continue on the same two stripg-s. 

Ex: 65. 




ist)o. The same courses assisted by the separate movement of the bow in the hand 

§63, especially when tried for some time with the fore fing-er off the bow,untill the right 

motion is acquired,will cross two strings ,with ver} r little or no elevation or depression of the arm . 

Ex: 66. 
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S»0%7. In repetitions of one no te p when not extremely quick or too long con_ 
tinued,the vibrations will be more pure, and the intended accent better expressed,by taking- 
four or moTe notes with the bow in the same direction, disengaging- the bow from the string- 
after every note,in order to give a new impulse to the next. 



Ex: 67. 



& 70. The up bow being- more adapted to the nature of this bowing-, it is often used after 
a smart down bow, which will give to the subsequent xip bow; a greater spring- and quickness . 



;x: 68. 
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llv / L . Alternate bowv,up and down,have move smoothness in thtm,when preceded reV 

gularly by two slurred notes, and this mixture producer a, pleasing- variety, after the 
notony of along 1 succession of quirk not es, where each has a separate bow. 

Ex: 69. 
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S> 1 2d . In combinations of notes which ly on three different strings, as the three notes 

of a chord, in one position of the hand, divided or sprinkled into what is called an -arpeggio ; 
the bowing- Ex; 67+ and 68, from its rebound or spring-, is cap abUyafter some practic^of the most 
distinct articulation; but as it is necessary that such passag-e be always referred to three stringy 
two following- notes cannot betaken on one string-, and when the open string- is one of the note*, 
care must betaken that neither of the others be taken on that string-; in such case, or when 
a note is unison with the open string-, the latter is g-enerally written with its stem in an op 
posite direction to the others . After the following- example is practiced, see N? 100 Appendix, 
for a variation of the air Ex: 20. 

Ex; 70. t^ fV 




ud 4< 1 O 1 uT d. 4101 
;i . • » • b » • * 

§) 7«3 • The first of -a.bar, being" always the accented note, is to have a down bow y and 

consequently the unaccented note or notes coming* before it, must have an up bow. The num 
ber and course of the bows in a bar may be ascertained, by counting- the notesunder one arch 
or slur, as one bow, and every other note counted singly and alternately as to their courses. 
See after the following* example N° 89 Appendix, at a and b a,n up bow, and c a down how, 
which is to be the rule afterwards; see also N? 88. 

Ex: 71. 




y"" w J Tducl v wi udud u 
n d u-d u f v :; 

i»/4<. "When a very short unaccented, comes before an accented note, and the lilce is 
again repeated, the latter is not only to follow the fbrriier with the g-teateVt qui ckness,but they 
must always have different and alternate bows . Thus aftet the first two, up bow and down 
bow, the next unaccented note must be taken after a short stop,with the remaining part of the 
down bow, and the following accented note with an up bow; the next two,up bow and down bow, &c. 
but when this succession of notes is slurred, the accented note is only marked by a stronger pressure 
of the bow and finger. 

Ex; 72. 
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